twice over the 1999 of the Matrix is preferable. First, within the film's narrative, it is incomparably better than the post-apocalyptic, blasted Earth that is, if you like, the real reality but, in addition, the Matrix's 1999 is better than our own. It is, as I have remarked, suffused with jouissance. I shall return to a discussion of this jouissance later.
Contextualising the trilogy: Y2K to 9/11
To begin, though, we need to examine the context for the films. In 1999 the United States, more than anywhere else in the West, was seized with a certain Christian New York for a woman who is supposedly destined to be his bride. Satan has to mate with this woman in the hour before midnight on 31 December 1999. In a more secular vein there was the Bruce Willis vehicle, Armageddon-though the title comes from the Book of Revelations and refers to the final battle between Christ, come for the second time, and the Anti-Christ. In this film, which came out in 1998, a huge asteroid is on a collision course with the Earth. As far back as 1982, Prince had used the sense of impending doom connoted by the proximity of the millennium to suggest in song that we 'party like its 1999.' Giving the apocalyptic a technological twist, the most concerning forecast was the Y2K problem, the unknown effect on almost all computers of their date clocks returning to zero at the dawn of the new millennium rather than moving to 2000.
The Matrix traded on many of these anxieties. The strong Christian associations of Morpheus as John the Baptist heralding Neo as the returned Messiah, the anagrammatical One destined to overthrow the machines and their Matrix in a second apocalypse, and who is resurrected by the love of Trinity, cannot be overlooked. At the same time, of course, in this film set around 2199-Morpheus tells us that the Zionites have lost exact track of time-the apocalypse has already happened. The machines took over shortly after 1999 which is why that time (the Wachowskis obviously have a very American, progressivist view of historical development) is the peak of 'our' civilisation.
What happened, it seems, is that human beings, in their pursuit of Artificial Intelligence, succeeded in creating a machine that could think for itself. This machine promptly set about taking control. While the Y2K anxiety was not about machines taking over, it was about computers wreaking havoc and, in the most apocalyptic scenarios, causing the destruction of technologically-based civilisation. Thus, as in the Terminator films, the American heroes of the Matrix trilogy have to fight a genocidally destructive technology.
The apocalypse did not happen as we moved into the second Christian millennium and the shift from such an anticipation to the mundanity of 2000 C.E. and on is one thing that accounts for the change of feel between The Matrix and the subsequent films.
Another is the political shift in the United States. Democrat Bill Clinton came to presidential power in 1993. The Democrats lost power to the Republican, George W. What little we learn about these people in the early part of the film suggests that they are fanatical terrorists. Morpheus is an international fugitive. Trinity is a crooked hacker who broke an IRS code. But they're not outlaws, not really. (21) These people are the film's heroes. They are fighting for good. We identify with them
and yet, what they want to do is destroy 1999 Chicago, 1999 America. In 1999, a part of The Matrix's enthralling ambiguity was to have these Americans, Morpheus (Laurence Fishburne), Trinity (Carrie-Anne Moss) and, subsequently, Neo (Keanu Reeves) acting like terrorists-or since we, the viewers, are on their side, freedom fighters-attempting to destroy (the illusion of) 1999. It is the reflection of a profound reality;
It masks and denatures a profound reality;
It masks the absence of a profound reality;
It has no relation to any reality whatsoever; it is its own pure simulacrum. (6) Baudrillard writes of the fourth stage that, 'it is no longer of the order of appearances, but of simulation' (6). He describes simulation as enveloping 'the whole edifice of representation itself as a simulacrum' (6). While in Simulacra and Simulation
Baudrillard is preoccupied with describing what this simulation is, rather than how it came to be and how it is maintained, we need to remember that in previous books such as The most important connection here is through the idea of the 'city on the hill.' Jesus says that 'A city set on a hill cannot be hid' in the Sermon on the Mount. John Winthrop adopted the idea in 1630 when he preached to his fellow Puritans en route to the New World that, 'we must consider that we shall be as a city on a hill, the eyes of all people are upon us.' Reagan adopted the phrase as an image for how he understood the United States. Thus, the United States has been thought of in the terms of Christian utopianism through the image of Zion/Jerusalem as reworked by Jesus. .
Postmodern dystopia
At this point we need to take a step back and situate the Matrix trilogy within a broader set of historical concerns. Sobchack argues that:
Cinematic space travel of the 1950s had an aggressive and threedimensional thrust-whether it was narrativsed as optimistic, colonial, and phallic penetration and conquest or as pessimistic and paranoid earthly and bodily invasion. Space in these films was semantically inscribed as "deep" 
Apocalypse then
We must now turn to the apocalyptic moment itself, the moment on which the reality of the films turn. This takes place some time in our future, in the early twenty-first century but rather under two hundred years earlier than when the film is set. James
Berger describes how:
Modernity is often said to be preoccupied by a sense of crisis, viewing as imminent, perhaps even longing for, some conclusive catastrophe. This sense of crisis has not disappeared, but in the late twentieth century it exists together with another sense, that the conclusive catastrophe has already occurred, the crisis is over (perhaps we were not even aware of exactly when it transpired), and the ceaseless activity of our time…is only a complex form of stasis. (xiii) Here, Morpheus generalizes the experience of the trauma victim with repressed memories, the psychotic, or indeed, the adolescent who knows they were born under a bad sign and in the wrong time, and recognizes it as the world itself being out of joint.
Where does the problem really lie-in us, or the world? 
(Un)real environments
What is, then, this anxiety about living in an unreal world? Zizek asks rhetorically:
Is not the ultimate American paranoid fantasy that of an individual being in a small, idyllic Californian city, a consumerist paradise, who suddenly starts to suspect that the world he lives in is a fake, a spectacle staged to convince him that he lives in a real world, while all the people around him are effectively actors and extras in a gigantic show? (242) Zizek cites The Truman Show (1998) as the most recent example of this fantasy.
However, in order to understand it, and its hold on the Western imaginary particularly through the latter years of modernity, we need to go back to Descartes. The story constructs a binary in which the reality of the world organised by the Machine is marked as artificial as compared to a real reality, the reality of the natural world, outside of the Machine, specifically on the surface of the Earth. At the same time, to the people within the reality of the Machine, the Earth's surface bears a resemblance to the post-apocalyptic world of the Matrix trilogy. The lead protagonist's mother tells him that the surface is: 'only dust and mud, no life remains on it, and you would need a respirator, or the cold of the outer air would kill you' (page numbers?) At the end of this dystopian narrative, the Machine grinds to a halt and the panicking humans are forced up to that real reality which the story also suggests is better for being more real.
With the Matrix trilogy in mind, through, the film which is worth most examination Jessica 6 (Jenny Agutter) do manage to find their way out of the dome they discover that Sanctuary does not exist. Instead they discover an old man (Peter Ustinov) with whom they return to the city. At the end, the ruling computer breaks down, unable to cope with the information given it by Logan 5 that there is no Sanctuary. The domes are destroyed and the young inhabitants enter the natural, real world where they will learn to love, marry and will grow old like the lovable old man.
Logan's Run offers viewers a technologically-based, youth-orientated utopia.
Most of the pleasure seems to come from short-term sexual relations. Many of the scenes were shot in the Dallas Apparel Mart mall in Dallas, Texas, utilising a shopping total environment to stand for an even more totalised environment. In this way the film makes clear connections between desire and commodification. 12 Similarly to the Matrix trilogy but on more simple terms, technology offers a world that could be thought more desirable in many ways than the viewers' world and where life is certainly easier than in the world 10 We might give some thought to the female markers of the total environments in Logan's Run and the Matrix trilogy. 'Matrix' is, after all, a word derived from mater the Latin for mother. One usage of 'matrix' is for the womb-the original total environment.
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Logan's Run's Sandmen have much the same role as Agent Smith, and the other agents, in the Matrix trilogy. They protect the artificial system. That in both films they are male and the representatives of the law suggests the utility of a Lacanian analysis of this patriarchal order, and of the Law of the Father which sustains it. As we will see, it is also not surprising that all the Sandmen and all the Agents are white. Today abstraction is no longer that of the map, the double, the mirror, or the concept. Simulation is no longer that of a territory, a referential being, or a substance. It is the generation by models of a real without origin or reality: a hyperreal. ... It is the real, and not the map, whose vestiges persist here and there in the deserts that are no longer those of the Empire, but ours. The desert of the real itself.
(1 Baudrillard's italics.) The desert has been a powerful image in Jewish and Christian thought. In a plea to God in Isaiah 64:10 we find this image combined with Zion: 'Your sacred cities have become a desert; even Zion is a desert, Jerusalem a desolation' speaking denies bliss, or correlatively, whoever experiences bliss causes the letter-and all possible speech-to collapse in the absolute degree of annihilation he is celebrating"). The writer of pleasure (and his reader) accepts the letter; renounces bliss, he has the right and power to express it; the letter is his pleasure. (21) Plaisir works within the symbolic. It accepts the limits of the social ordering of language. Jouissance suggests an ecstatic, transgressive bursting of the bonds of the symbolic order in an, albeit momentary, finding of wholeness.
In Logan's Run the utopian world of the dome appears to offer such jouissance to the viewer. However, the film makes us realise that this utopia, this reality, is false. It has limits. It is, indeed, only a deceptive plaisir. While the Matrix's 1999 is more desirable than the actual 1999 of which it is a simulation, it remains 1999. It is not utopia. Agent Smith tells Morpheus that 'the first Matrix was designed to be a perfect human world.' However, Smith goes on to say, human beings couldn't cope. They kept trying to wake up from this utopia which is why the Matrix was redesigned as the peak of human civilisation. Certainly, in Logan's Run, the young people find the historical world of change preferable to the changeless utopian world marked as unreal. However, in the Matrix trilogy the situation is more complex.
The raw reality is uninhabitable, the reality of Zion is made possible by industrial machinery. The desirable 1999 of the Matrix is a simulation against which the viewers can measure their own reality and find it lacking. This structure is, at bottom, nihilistic.
In his essay on nihilism in Simulacra and Simulation, the one moved to the middle of the book in the copy Neo uses to hold his hacking programs while still within the Matrix, Jennifer explains to her sit-com mother, Betty, about female orgasms and about masturbation. In a Lacanian moment, Betty comes in the bath turning from black and white to colour and setting the tree (bush?) outside her window alight. Jouissance is arriving in Pleasantville. In this film, the world of 1999 is equated with the world outside the film and both are given the reality, and jouissance, lacking in 1958 sit-com Pleasantville. Our world is clearly preferable and desirable. This is in contrast to the Matrix trilogy where the world of the Matrix's 1999 is more desirable, permeated with jouissance, than is the viewers' 1999.
Race in the Matrix's 1999
This, though is not the end of the story. Berger notes that: connection of a traumatized culture to its symbolised systems that give the culture back its completeness and coherence. Jouissance, for Zizek, is an ecstatic identification with the trauma. (29) The jouissance of the Matrix's 1999 is related to the apocalyptic moment which made the Matrix a necessity for the machines. Berger also argues that, 'post-apocalyptic representations often respond to historical catastrophes and that, either explicitly or obliquely, the apocalypses of post-apocalyptic representations are historical events' (19).
Let us explore some symptoms. In the story that is told in The Matrix the trauma is not so much the human loss of that war, rather, it is the overwhelming shock of the human act of auto-genocide and, along with it, the complete destruction of human civilisation. The wasteland of the real, that desert, is emblematic of traumatic affect. It is the site of overlap of the viewers' and the filmic humanity's traumas.
At the same time, the rows of tanks in which the machines keep the remnant of the human race, using them as slave labour until they die and are replaced, suggests nothing more than well-known images of Nazi death camps and the use of Jews as slave labour worked until they died. As we begin to approach a recognition of the Holocaust here we Oracle who have abilities that enable them to bend the rules that govern the functioning of the Matrix. We also see Rama-Kandra with his wife, Kamala, and daughter, Sati.
Rama-Kandra is in charge of the recycling at the power-plant, that is, this program has one of the most menial and disgusting, but important, jobs, that of ordering the feeding of 'interactive software progammer,' a job that might appear to be highly creative, as RamaKandra suggests she is, but is really just the sort of labour that present-day companies outsource to the Indian subcontinent. In other words, while the humans that live mentally in the Matrix are all white, the labour (the programs) that keeps the Matrix running is suggested to be non-white.
As it happens, the people in the dome in Logan's Run are also all white. Another way of thinking about this, then, using our understanding of the utopian total environment in Logan's Run, is that the desirable, sexy, commodified world of the postmodern simulation, the Matrix's jouissance-filled 1999, is a white world supported and protected by the digital order but under threat from the under-developed third world, shown in the bodies of the very many non-white Zionites. From this point of view, when Cypher makes his deal to return to his battery pod, what he really wants is to return to his own, to middle-class, white America. He has lived in the third world of Zion for nine years and now wants his steak and red wine back. In this reading, Zion, which earlier I suggested functions for readers as the United States, can be read as still the United States but now the apocalyptic multi-racial United States which threatens the white American simulation of 1999-here we have, perhaps, the key site for the narratival ambivalence that runs through the trilogy.
Why then, have I been placing the first person plural in quotation marks through this article? It is because we need to ask to whom the Matrix trilogy appeals, who is this 'we' that finds it so fascinating-and remember, here, Baudrillard's comment on the relation of fascination to nihilism in the order of simulation. One possibly unreliable site on the web comments on 'the predominantly white Matrix audiences.' 18 Given the race breakdown of the films this would be more than likely. In this reading the trilogy are white anxiety films like There's Something About Mary, in which the something about 17
With the spread of bovine spongiform encephalopathy (mad cow disease) in the United Kingdom in the early 1990s it became common knowledge that factoryfarmed sheep and cattle were being fed meat and bone meal from the residue of other sheep and cattle. What distinguishes humans from these animals is that we are not fed, do not feed on, the remnants of other humans. Thus, the idea in the Matrix trilogy that liquified humans are fed to the humans in the battery pods reduces those humans to the level of factory-farmed animals.
See: <http://www.pointlesswasteoftime.com/film/matrix50.html> Mary, that which the men find so enthralling, is her whiteness. This film was released a year earlier than The Matrix in 1998, the same year Buffy started screening. 19 In this reading, the Matrix trilogy reassures a white (probably also predominantly male), and in the first instance American, audience that the apocalyptic racial transformation of the United States, and more generally Western society, can at least be halted. At the end of
Revolutions Neo sacrifices his white, Good self to produce a stalemate-Zion continues to exist, it has not been destroyed by white globalisation in the form of the machines, and the Matrix, in all its whiteness, continues to exist also.
The Matrix trilogy is fundamentally ambivalent in its attitudes. In this article I have explored some of the reasons for this ambivalence. If the world of the Matrix is artificial it is, nevertheless, offered as better than the world of the viewers. If Zion can be read as the United States, it is also, for white Americans, a scary America dominated by non-whites. The apocalyptic moment, figured on the Holocaust, can be read as both the past transformation of (American) society from modern to postmodern, from progress and certainty to stasis and uncertainty, and the present and future transformation of the United
States to a country where whites no longer dominate. After the nihilistic fascination with the textual interpretative possibilities, the popularity of the trilogy is a consequence of its expression of white American anxieties in all their ambiguous complexity. Indeed, that preoccupation with textual interpretation suggests the (almost) pathological need for distraction from the traumatic reality which the films approach.
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I discuss the white anxiety in There's Something About Mary in Coming Out Jewish. It is an irony of the film that Mary is played by Cameron Diaz, the daughter of a second generation Cuban-American father and an Anglo-German mother.
